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Russians had adopted it. Rovinsky was first in drawing attention
to the similarity between the Russian icons of this period and the
works of Cimabue, Duccio, and Giotto, the Italian masters of the
end of the thirteenth and the beginning of the fourteenth cen-
turies. The crusade that was led against Constantinople, instead of
Palestine, was followed by the Venetian dominion expanding over
the Ionian Isles and Crete, which remained under its power from
1204 to 1669. The prosperity of Kaffa, the Genoese colony in the
Crimea, which replaced the Byzantine Chersonese, is also con-
nected with this same epoch (1266-1475). During the fourteenth
and the fifteenth centuries the influence of Venice was extended
as far as the Dalmatian shores, Serbia, and Moldavia-Wallachia.
Nor must we forget the flourishing period of religious art in Tir-
novo, "the Second Rome" of the Bulgarian dynasty of the Asens,
from which, towards the end of flie fifteenth century, together
with literature, ecclesiastics, and the idea of Russia's Slavonic
mission, the new methods of icon painting could have penetrated
to Moscow. Such were the channels through which the new re-
vival in art might slowly have reached Russia. According to Mura-
tov, as early as the end of the fourteenth century the famous master,
Theophanes the Greek, had reproduced in Russia the methods of
the Macedonian artists of the twelfth and the thirteenth centuries.
It was Kondakov in particular who developed the idea of the in-
fluence of the Italian-Cretan school upon Russian icon painting,
basing his theory on the fact that various types of the Virgin, such
as the "Sorrowful," the "Adoring," and the "Nursing," which un-
doubtedly were of Italian origin, appeared in Russia during the
fourteenth century.
The French scholars and Muratov raised serious objections to
this point of view. They argued that the "adoration" type of the
Virgin was not foreign to the Byzantine Renaissance of the Pale-
ologi period, and that it was adopted by the Italians from Byzan-
tium. Likewise, all the motifs and characteristics of the style which
Kondakov had pointed out were to be found either in Byzantine
art itself or in the classical Hellenic art from which the Paleologi
Renaissance had so freely borrowed. Therefore, in the opinion of
these scholars, even in the fourteenth and the fifteenth centuries
Byzantium had been the only source of Russian iconography.